INTRODUCTION
My body of work is an investigation of the planes of consciousness and unconsciousness, both collective and personal. Of particular interest is a higher level of consciousness or spiritual realm that I believe exists in all humans. This realm is given a variety of names, each with a set of specific connotations, such as heaven, Nirvana, enlightenment, or oneness with God. It is eloquently described by Gautama Buddha in the third chapter of the Udāna:
There is, O Bhikkus, a state where there is neither earth, nor water, nor heat nor air, neither infinity of space, nor infinity of consciousness, nor nothingness, nor perception, nor non-perception, neither this world nor that world, both sun and moon. That, O Bhikkus, I term neither coming nor going, nor standing, neither death nor birth. It is without stability, without procession, without a basis: that is the end of sorrow. (111) For me, however, this higher spiritual plane is most simply defined as a difficult-to-reach place of peace, contentment, and understanding. Different planes of existence are represented by corresponding sets of symbols that I have developed over my lifetime.
The primitive subconscious is frequently portrayed in my work with organic or primal symbols: wild animals, bones, water, corporeal forms, and stones. The spiritual realm is represented by elements of dreamscapes: skies, clouds, landscapes, and space. These themes have been deeply influenced by Carl Jung's theories of the human psyche and conscious experience, which he divided into four realms: the personal consciousness, personal unconscious, collective unconscious, and the collective consciousness.
The Hinterland
The main focus of this body of work is the symbolic representation of the meeting place between two opposites, and specifically between the opposing realms of the physical and spiritual. Obstacles crop up that prevent us from reaching the higher realm. In reality, these obstacles take countless forms (daily responsibilities, relationships, stressors, mental blocks, etc.), but all perform the same function in obstructing the attempt to reach that quiet, peaceful place. It feels impossible to push through the obstacles cluttering the mind. They clamor for our attention, infiltrating even the quietest moments of attempted meditation or prayer. Even personal archetypes and symbols can serve as obstacles to reaching that mental horizon. Therefore, these obstructions form important topographical elements in the landscape shaped by the convergence of the earthly and spiritual planes.
In my efforts to reach a higher consciousness, I have become aware of the importance of accepting the human condition of existing in multiple realms simultaneously, even when one realm seems to oppose the other. This body of work concentrates on the middle ground between bodily and spiritual existence. This meeting place is represented by the hazy horizon line where earth meets sky. As it is approached, it seems to shift and pull back with an ambiguity that acts as a fitting illustration for human existence-the line between body and mind is a fuzzy one.
Accepting ambiguity is a difficult but important process I need to accomplish in order to obtain a deeper and more elevated existence. The contradictions of existence are endless. In daily life, one is constantly suspended between states. We live between the physical and the mental, between the dreaming and waking, remembering and experiencing, ignorance and enlightenment, emptiness and fullness, birth and death. We exist at the junction of physical sensations and emotions, between land and sky, light and dark, speech and the inexpressible. I experience the frustration of somewhat knowing those people I love, but recognizing that I will never truly be able to fully know them because I cannot exist as them. I exist amid climatic seasons that never pause. Each day of the year sees a different amount of sunlight from the days preceding and following it.
I cannot completely grasp the definitive, nor can I fathom infinity. I am torn between knowing I am an organic being, part of the natural environment, and living as a modern human who ultimately alters and destroys the environment that gave me life and sustains me.
Our society is not comfortable with ambiguity. Impatient with uncertainty, we prefer boundaries to blurry edges. We love to identify, label, and categorize everything we experience. This includes personality types, genetic ancestral heritage, taxonomic systems, religious denominations, political beliefs, and weather. Snowstorms are now named and there are twelve distinct classes of tornado intensity. Curly hair has been split into nine service-marked categories so consumers can select from a myriad of styling gels specifically marketed to their types. Our society seeks tidy classifications and definitive answers. Unfortunately, we still live in a world teeming with gray areas, unknowns, and mystery. Ambiguity should not elicit fear.
The German word "hinterland" means "the land behind" or "behind land." It is often used to describe backcountry or the land that lies beyond a developed coastal region. The word implies a wilderness beyond, a far-off, vague place beyond the busyness of a cultural district. This term best describes the ambiguity of existence and my reach for a spiritual plane. My personal hinterland is the quiet mental or spiritual realm that lies out of my reach. It is blocked by obstacles created by both the culture I live in, my bodily ties to the physical world, and my own mind. As I approach, the distant shadowy line will fall back, threatening to remain forever out of reach. My existence can never be organized into perfect categories, nor can the elements of my psyche be tightly fenced. There will always be gaps and blurred lines, like the pockets of space and air that are hidden by caves, enclosed lairs, and dens. The process of understanding and living in ambiguity during my search for the horizon of a spiritual realm becomes as important as the horizon itself.
As this document is a companion to the thesis exhibition, it is intended to provide background information and context for the artwork. I outline the personal, artistic, and narrative influences that have shaped this body of work, discuss the creative process, and offer insight into the symbolism used. In addition, the impact that the psychological writings of Carl Jung have had on the work will be explained, as well as the intent of the pieces and body of work as a whole.
Artist Statement
My work investigates intersections of the realms of human existence. It is the visual exploration of a universal inner landscape, a collective mental or spiritual space shared by all of us. This spiritual realm is intuitive and ambiguous, simultaneously imagined and real. It is embodied in my work as a stark vast landscape formed by the influence of dreams, memories, and place. The conscious environment coexists with the subconscious, and I examine this relationship through archetypal symbols including stones, bones, and animal forms.
My work has been influenced by creators who manipulate a wide range of materials, including Ann Hamilton, Max Ernst, Ingmar Bergman, Henry Fuseli, Terrence Malick, Andrew Wyeth, and Kiki Smith. The use of a variety of media allows specific examinations of different psychological realms. While two-dimensional media can be ideal for conveying the intangible concept of the psyche, the friction between the conscious and subconscious is sometimes best represented with more tactile, threedimensional materials. The relationship between the mental and physical is also emphasized by the tension between two-and three-dimensional components and a mixture of media.
Through the combination of these elements, I have sought to investigate and catalogue my personal quest to discover and explore the converging realms of human existence. Focusing on union, transition, and transformation, this work is the physical manifestation of my attempt to understand and accept the constantly evolving nature of being. My memories of this area are of nooks, crannies, and cool, dark hiding places. As a twin, I had a built-in "buddy system," which gave us more explorative freedom than Wyoming's geography has a stark emptiness that is emphasized along the highways by the scarcity of billboards and gas stations. An immense sky spans the bare rolling plains, the view unobstructed by trees and buildings. The light is strong, and it is rare to find locations that aren't brilliantly lit by the sun. Clouds create moving patterns of shadows on the ground. The land's emptiness results in a greater reliance on the sky for visual interest, turning clouds into heavy, but always shifting, monuments. They can seem dense and sublime, often outshining even the mountains that rise above the plains. At first the openness of the land was claustrophobic. The enormous sky felt oppressive without a multitude of power lines and trees to hold it at a safe distance above my head.
With time I started to find the landscape more exhilarating than oppressive. I attribute this to the ceaseless wind that continually molds the billowing layers of clouds into countless strange but familiar shapes. I felt as if the winds pushed the sky back and up, giving me room to breathe and observe. The wind sculpted snow into surreal drifts and kept tumbleweeds forever rolling across fields and highways. I watched it rush dark clouds across the sky, then down into the Laramie valley on summer afternoons. The landscape that had initially seemed empty and motionless was subtly, but constantly, and it is there I began to actively suspect that a bigger, higher realm existed.
Relocating from Wyoming to the landscape of Iowa was another abrupt change that affected my mood and artwork. I found myself deeply mourning the loss of the western topography. Wyoming's browns, grays, and green-grays were traded for grassy greens and brassy yellows, and wind-blown sagebrush was replaced with Iowa's endless rows of corn. When I compare it to southern Missouri and Wyoming, the upperMidwest's heavily domesticated landscape seems to lack both the archaic marks of a primordial past, and the wild, vast reminders of a shifting universe. However, certain qualities allow it to serve as a study of the in-between.
The land here is flatter than Missouri's and the sky feels bigger, but the vegetation, farmhouses, and silos prevent the open fields from conveying the same wild starkness of Wyoming. In Iowa it is possible to find both the empty horizon lines of the West and the shadowy, over-grown horizons of southern Missouri. Rocky geological formations are fewer and modern agriculture makes fields less inviting, but often the colors are startlingly vivid or peaceful. Therefore, it is an appropriate landscape for discovering and accepting the role of ambiguity and transition. Now that I have a more specific awareness of the spiritual realm I wish to attain, I am able to concentrate on the duality and ambiguity within the planes of human existence. This is illustrated in my surroundings in the flat cultivated land stretching toward the unpredictable sky and the never-ceasing cycle of sowing, growth, and harvest. My attention is drawn to the he has moved deeper into the landscape he loves while, unbeknownst to him, he rapidly approaches death. After back pain prompts him to visit a doctor, he is tested for cancer.
When the man receives the test results in a letter, he goes for a long walk along the perimeter of the peninsula on which he lives. After this journey across the countryside, he returns home but opts to burn the unopened letter, believing that if he doesn't know the contents he can retain hope (20-21). The story documents the following weeks he spends, primarily in solitude, experiencing growing waves of pain and the changes of the thawing winter landscape. The beekeeper begins to suspect that he won't live to see the summer. His sense of self changes as his pain evolves, and he realizes that pain has altered the way he experiences the landscape around him. At one point he notes that "the foundation of the entire concept of the self is that it will continue to exist tomorrow" 
Jungian Psychology
Aside from personal, artistic, and narrative influences, the psychological work of Carl Jung has had the strongest impact on the ideological themes of my work. His explorations of the human psyche, dreams, and archetypes have resonated with me deeply, bringing clarity and direction to my subject matter. Jung investigated many of the sources that compel me artistically, including mythology, dreams, and the natural world. He argues that levels of consciousness can be raised only on earth, where the conscious and unconscious collide within the human. Much of Jung's definition of the psyche depends on our ability to be in two places, or to be two things, concurrently. In Memories, Dreams, Reflections he proposes that the world as humans know it relates to "another order of things lying behind or beneath it, in which neither 'here and there' nor 'earlier and later' are of importance" (305). According to him, part of man's psychic existence relies on a time and space relativity, which decreases "in proportion to the distance from consciousness, to an absolute condition of timelessness and spacelessness" (305). As you delve further into the subconscious, concepts of time and space are lost.
In Man and his Symbols Jung argues that the human individual is split into two divided "personalities": the conscious and unconscious mind (23). Additionally, he asserts that the psyche may be linked to other psyches and realms. For instance, a human individual can associate his or her unconscious identity with an object, animal, or another person (24). He believed the unconscious corresponds to the "mythic land of the He describes a dream in Memories, Dreams, Reflections that led him to the idea of the collective unconscious, which illustrates these concepts. In the dream, he explores a house at length and finally descends into its ancient cellar. Its floor is covered in stone slabs. Pulling one up, he discovers a staircase descending into a cave. In the dust on the cave floor Jung finds broken pieces of pottery, stones, and two old, half-decayed human skulls (158-159). Jung interprets the house as a representation of his psyche. The upper levels portray his consciousness, while the lower levels represented deeper, less accessible levels of the unconscious. He equates finding primitive remains in the cave with self-discovery of the unconscious, which is the psyche's hidden world of primitive man, which "borders on the life of the animal soul, just as the caves of prehistoric times were usually inhabited by animals before men lay claim to them" (160). Later, Jung would call the symbols of his dream "archetypes" (161) Everything fits into the economy of the whole, relates to the whole. That is to say, it is all purposeful and has meaning. But because consciousness never has a view of the whole, it usually cannot understand this meaning.
We must therefore content ourselves for the time being with noting the phenomenon and hoping that the future, or further investigation, will reveal the significance of the class with the shadows of the self.
(Memories 246)
In Memories, Dreams, Reflections, Jung describes a personal experience that illustrates the unconscious communicating with the conscious through archetypal symbols. As a child, he carved a rough wooden man to whom he bestowed an oblong, painted stone. Jung hid these objects away, viewing them occasionally with reverence and secrecy. Later in life, he learned of the tjurungas used by an indigenous Australian people. Tjurungas are small sacred wooden or stone objects, usually oblong and polished, that serve as totems or a housing of the owner's mythic being ("Tjurunga").
Jung also learned of the similar painted soul-stones near Arlesheim, Switzerland. This experience led him to believe that archaic psychic elements are able to pervade the individual psyche, even without a "direct line of tradition" (Memories 22-23).
Analyst Aniela Jaffé explores similar recurring prehistoric motifs in her essay "Symbolism in the Visual Arts." She discusses the archetypes of stones and animals, referring to cave paintings in Spain and France. Occasionally ancient images of figures that are part human and part animal are discovered on cave walls, perhaps denoting mediator spirits between animal and human. Stones were psychologically and symbolically significant to some ancient societies, who believed they were inhabited by spirits and gods (232). Jaffé recounts the story of Jacob in the Old Testament. While sleeping with his head on a stone that he had selected for use as a pillow, he dreamed of a message from God. When he woke, he venerated the stone as a mediator between man and God (233). Jung also refers to the archetypal importance of caves and use of stones as mediators. In his essay "Concerning Rebirth," Jung describes caves as symbols of rebirth, places where one can be "incubated and renewed" (The Archetypes 135). He also relates the cave to a place where the conscious can penetrate the unconscious. Thus, "the darkness that lies behind consciousness" is where transformation occurs (135-136). In Memories, Dreams, Reflections he describes carving his ancestors' names onto stone tablets for a building project. While carving, he felt himself becoming aware of his links to his forefathers, and the unfinished tasks and questions of dead family members. He speculates that this could be a collective experience (233).
Jung wrote in Man and his Symbols that dreams are "symbolic images" of unconscious aspects of conscious psychic events, maintaining that unconscious psychic events are revealed through moments of intuition or a "process of profound thought that leads to a later realization that they must have happened," which is often in the form of a dream (23). He believed dreams give glimpses of our truer selves:
The dream is a little hidden door in the innermost and most secret recesses of the soul, opening into that cosmic night which was psyche long before there was any ego-consciousness, and which will remain psyche no matter how far our ego-consciousness may extend. . . . All consciousness separates; but in dreams we put on the likeness of that more universal, truer, more eternal man dwelling in the darkness of primordial night. There he is still the whole, and the whole is in him, indistinguishable from pure nature and bare of all egohood. It is from these all-uniting depths that the dream arises, be it never so childish, Jung writes about his experiences with landscape elements in dreams. In "Conscious, Unconscious, and Individuation," he interprets a patient's vision, in which the patient was buried up to her waist on a boulder-strewn beach. He equates being stuck in the landscape of a dream as being caught in the unconscious (The Archetypes 291-2).
The night before Jung's mother's death he dreamed that he was in an "heroic, primeval One of Jung's most important contributions to the field of analytical psychology was his concept of individuation, the psychological lifework of an individual, in which he or she must synthesize the unconscious realm with the conscious. Individuation is attainment of the "life in which the individual becomes what he always was" (The Archetypes 40), linking the human "consciousness, our most recent acquisition" with "the oldest, the unconscious, which has lagged behind" (350). Archetypes require a process of dialogue and acceptance for integration into the consciousness (40).
Before starting this body of work, I had a dream about exploring a large building, much like Jung's house dream. Though it was unclear whether the building was a church, house, or school, I instinctively knew it was a place of learning. I explored a tower classroom, then meeting rooms on the ground floor. Eventually I returned to the narrow staircase that had led up to the steeple classroom and discovered another staircase leading down. As I descended, the air grew cooler while the wood paneling was replaced with damp bricks. The stairs lost their carpeting, transitioning from bare wood to packed earth and stone. At the bottom was a room filled with dark, deep water that lapped against the stone step on which I stood. I peered into the opaque water, feeling that something important lurked there, beckoning to me. I knew I needed to step into the water, dive down to grope at the stone floor, disturbing the silt and creating clouds of Reminders of the constant passage of hours, they are eroded, stained, and speckled with lichens ( Fig. 1) . Kenning Clay was a natural choice in creating these pieces. In ceramics, elements of earth are manipulated with water and fire to produce forms, and glazing is a transformative process that occurs within the heat of the kiln. The lithium, low-fire glaze is somewhat unpredictable and results in rich earthy reds, ochers, and lichen-like green splotches. The unpredictability of this glaze appealed to me because much of the final result depended upon natural elements and processes. Pit-firing was used for similar reasons, as well as for the smoky, archaic results it can produce.
Monotypes
The exhibition features three series of monotypes, all of which depict flat landscapes with horizons inflenced by varying degrees of haziness. These monotypes visually represent my search for a spiritual realm or higher consciousness. Their twodimensional flatness refers to the abstract nature of this plane, while their simplicity signifies its peace. The blurred horizon line points to the ambiguity of living between categories and realms. The foreground, suggesting physical existence, must be traversed to reach the place where it intersects with the sky that implies a higher consciousness.
Variation in the placement of the horizon line hints at the shifting nature of the higher consciousness, which at various stages seems closer or further away.
The three series investigate different qualities of this existential quest. The Flux series is the most naturalistic, depicting light transitions experienced by one location at five separate times of day. This series intentionally notes the passage of time and constant change. The Covenant series contains a more subtle exploration of this theme in its depiction of varied seasons. The largest series, Horizons, is the most abstract, instinctive, and ambiguous. It is uncertain whether some of the images portray land or water, and the mark-making is more stylized than representational (Fig. 3) . The location itself is unclear, as is whether or not the location moves. While the overall structure of each image is the same, the colors and marks vary, pointing to the shifting nature of existence (Figs. 4 and   5 ). I am not the same person from day to day, nor even from minute to minute. My body is undergoing perpetual changes on a cellular level as I breathe, metabolize, and age.
These monotypes serve as reminders of this ceaseless renewal and transformations. During the intuitive creation of this series, I felt closer to pure existence or being than I have making any other piece. I sat down with the printing plate again and again, let my mind and body quietly push the oil paint around on the smooth surface of the plate, and stopped when I felt ready. I ran a print, then smeared the image off the plate to start over. This repetitive, quiet process was calm and contemplative, and by avoiding active analytical thinking I felt that I drew closer to a place of mental peace.
Painting
The final piece in this exhibition is a large mixed-media diptych painting titled Beyond. It is a continuation of the intuitive investigation started with the monotypes and ceramic forms. The diptych allows a physical, in addition to mental, separation between the earth and sky. Empty space serves as the horizon line, which symbolically refers to the difficulty in achieving higher consciousness and individuation. Mimicking the nature of mirages, dreams, and memories, the horizon line in this landscape cannot be touched.
It must be supplied by the mind, fashioned by the brain's ability to merge and unify images. This invisible space contains the hinterland, a place beyond, an outlier. The sought to create visual interest that draws the eye in, metaphorically pulling it toward the imagined merging of planes. I employed earthy reds and golds in the sky and used towering clouds to serve as reminders of the existence of a higher consciousness. The ground, though dark and more somber, is covered in a variety of textures and marks.
I developed this surface in an intuitive, automatic way. I hoped to recreate the reflective, peaceful experience of creating the Horizons monotypes on a larger scale, with more complex visual components and use of dimensional texture. The scratching, sanding, and painting process, both additive and subtractive, relates to the flux of existence. The use of progression and regression simulates the pull between physical and mental environments, as well as the interaction between the conscious and subconscious elements of the psyche. Gouges, marks, and raised ridges of paper allude to the obstacles that prevent attainment of a higher peaceful realm. In Beyond, I attempted to depict a space that would invoke my urge to spread out on the ground and disintegrate, becoming at once both earth and sky. 
